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SKETCH OF GEORGE C. DOBSON, THE AUTHOR. 


[FROM “THE FOLI10,” FEBRUARY, 1886.3 


George C. Dobson, the well-known banjo player and | James Gordon Bennett was one of his first pupils in that 
teacher, today stands at the head of his profession. To | city. In 1870 he came to Boston, where, at 294 Shaw- 
him more than to any other individual or number of in- | mut Avenue, he has since lived, and where he has taught 
dividuals is due the wide-spread popularity of the banjo| with equally great success. Among his many pupils 
in all circles of society. This has been accomplished | maybe mentioned Lotta, Judic, and a daughter of 
primarily by the attention which Mr. Dobson has for | Lawrence Barrett. Mr. Dobson frequently appears on 
years given to improving the instrument, until it now | the concert platform, and always achieves signal tri- 
seems perfect in all its parts. Compared with what it|umphs. He is an author of repute, having written seven 
was a quarter of a century ago, and with its musical | different works which have attained a great sale, and 
limitations then, the banjo of the present is practically | his instruction books are not only standard, but indeed 
a new instrument of great popularity. Asa player and | the only ones of the kind in use. In directing the man- 
teacher of the instrument, he stands at the head of all ufacture of the banjo, Mr. Dobson stands without a ri- 
others. Mr. Dobson was born in Williamsburg, N. Y.,| val. His thorough knowledge of music, his familiarity 
about forty years ago, and inherited and early exhibited | with this instrument, his experience as performer and 
strong musical talent. The banjo was the instrument | teacher, have all been applied by him in improving the 
to which his attention was first attracted in a marked de- | instrument so that the banjos made under his personal 
gree, and he soon mastered the instrument, his playing | supervision are everywhere acknowledged to be the best 
when a mere boy attracting the attention of leading the-| in the world. In his superb “ Victor” banjo it may well 
atrical and concert managers of New York, Philadelphia, | be believed that he has attained perfection. Certain it 
Baltimore, Washington, and other cities South and West. | is that no other banjo has ever been or is now made that 
He first began teaching in New. York, where he at once | compares with this in all those qualities of beauty and 
took high rank, and met with immediate success. ! of tone that go to make up the perfect instrument. 
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PART I. 
RUDIMENTS. 


RELATIVE VALUE oF NOTES. 


Every musical sound is expressed by characters 
called Notes; and, as these sounds may be long or 
short, their duration is indicated by a particular form 
of the note. 


The longest sounds are designated by this charac- 
ter, @, which is called a WHotE Note, the duration or 
time of which is determined by counting four, or mak- 
ing four beats by movements of the hand or foot. 
When measured by the hand, the direction is made in 
the following order :—down, left, right, up. 


A sound continued but half the time, that is, while 
counting two, or making two beats, is expressed by a 


Har Nore, the stem of which may be turned either in this manner, 


upward or downward, thus: a 


A Quarter Note, the time of which is but one beat, 
is made thus: g or ® with the stem either way. 





All notes of shorter duration are expressed by bars 
across the stems, thus: E1cntn Norte, a or p.. 


A Srxteents Note, thus: § or 9 
oF 


A Turrty-Seconp Note, thus: R or J 
7 oo 8 


When several notes of the same character follow in 
succession, the bars are usually connected in this man- 
ner. Eighth notes with one bar, thus: ™ "JG 


Sixteenth notes with two bars, thus: [ay nome 
me 


———— 

sidza 

Often we find eighth and sixteenth notes connected 
Ta TEN 


nd oeace 


Thirty-second notes with three bars, thus: 


| And various other combinations, as follows: 


i 


[Fi 


AT 


TABLE oF THE NOTES AND THEIR PROPORTIONS. 


One whole note, - - . - o6 
is equal to two half notes, - - . - eo ss) 
~ js equal to four quarter notes, - - - | | 4 
@ & @ é : 
is equal to eight eighth notes, = - - .  _—————s | 7 
s eq gat cig | é é i a eae 
is equal to siateen sixteenth notes, - - , emnaE | 
: reed fret rrr eres Pree 


is equal to thirty-two thirty-second notes - 


_————— 


Jdddddde dededads 


PSLRA = si ae 


sddedeue 





ry Rupiggnts. 
Tue Starr. A duet for two violins, or for Flute and Violin, would 


i . . : cted thus:— 
As every note has a definite fone or pitch, being et- be connected thus: 


ther Aigh or low, the sound is indicated by its position 
upon a séaf’, which consists of five parallel lines, and 
their intermediate spaces, the under line being called 
the first line,and the lowest space the first space. 


Tue Starr. 




















lin 
Fourth line. Fourth space, 
Third line —an pT syne. 
Recond line ve space. 
First line. space. 





Music fot the Piano-Forte, or Melodeon, thus:— 
A note is on the line when the line passes through 


it, and on the space when between the lines. 


On the 2d line. On the 3d space. 


Rees oe ee a i ie ee 
When more than five lines are required to designate : 











any particular note that is too high or too low to be rep- 
resented upon the staff, we use small lines both above 
and below the staff. These lines are called Lecex 
Lings, and are designated as the first leger line above, 
second leger line above, &c., or first leger line below, 
second leger line below, &c. 

The first note above the staff is said to be upon the 
space above. 


Tue REstTs. 


Every note has its corresponding Rest, denoting si- 
lenee, ara stop. They are placed upon any particular 
line or space of the staff, but in such order as best ac- 
commiodates the eye,—sometimes being above the staff 
and sometimes beneath. | 


A whole rest, corresponding with the whole note in 
respect to time, is situated wzder the fourth line. A 
half rest is situated adove the third line. A quarter rest 
turns to the right. An eighth rest turns to the ée/2. 


Leger lines above. — — 
Stall amo 








~— — ones Spaces below. 
— — Leger lines below. 


The first note below the staff is said to be upon the 
space below. 


All Staffs commence with a character called a CLEF. == SSS 


There arn two clefs in common use. The TREBLE, 


Tue use oF Notes AND THEIR CoRRESPONDING Rests. 





Whole Rest. Half Rest. Quarter Rest. 
or G CLEF, which is used for the rzght hand in Pi- | eh PAGERS = 
- | ST OTE — a 


ano-Forte or Melodeon music, also for all music writ- . 
ten for the Violin, Guitar, Flute, Banjo, Accordeon, 


Flageolet, Fife and Clarionet. The Bass, or F Curr, | —————|- — ——-— 4 


is used for the eft hand in Piano-Forte or Melodeon : Eighth Rest. Sixteenth Rest. Thirty-second Rest. 
music, also for the Violoncello, Double Bass, &c., S 
When music is written for two or more instruments | 
or voices, the staves are connected by a Brace. i 
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A Tim — above or below two or more notes that | 


have the same situation upon the staff, shows that they 
are to be performed as one note, the duration of which 
is equal to the time of all combined. 


is equivalent to one note, the time of 
which is eight beats. 


 reemenenerewtettn 


is equivalent to one note, the 
time of which is seven beats. 





is equivalent to one note or five 
beats. 


“eames” 


is equivalent to one note of six 
beats. 





By combinations of this sort we can express a sound 
of any duration required. 


A dot following a note or rest makes it half as long 


again. 


ones is = 
A ees we 
+= 
is equal to Fee 


- Rests are never tied, but are arranged one after the 
other until the required time is made up, thus :-— 


= sss 


When more than one bar rest is required, it is indi- 
cated as follows :— 


eae nn] 
2 bars. dbars. 5Sbars. 6 bars. 7 bars. & bars. 9 bars. 


3 bars. 


iS 
equal 
to 


ner 


st 


me 


mee 








Two dots placed after a note, or rest makes it three- 
fourths longer than its actual length, thus:— 


Fa] is equal to E ee a=0 | 





When the slur or tie is placed over or under any 
combination of notes that are on different lines and 
spaces, it signifies that they must be performed in a 
smooth and connected manner, which is called a Le- 
gato movement, and is written thus :— 


ices 


Dots placed above or below any series of notes in- 
dicate the opposite style of playing, which is termed 
Staccato, signifying in a marked and distinct style, 
represented as follows:— | 





Written. Played. 
a a ae a Se ee ar 
Ee 


When marked in this manner, each note must be 
made particularly short, and very distinct. 


‘Written. 


Se ee on 
soe gtas [sree ee 


Played. 





We frequently find the Legato and Staccato move- 
ments combined, which mostly occurs in music written 
for the violin, and is played by detaching the notes — 
with the movement of the bow in one direction, either 
up or down. 





A Triplet is a group of three notes played in the 
time of two. 


A figure 3 is always placed over or under a triplet. 





6 | RupDIMENTs. 





_A figure 6 signifies that six notes are to be played in | 2d leger line below. A A c 
(career < Second space. Ist leger line above. Ist leger re an 
rite C Cc D D 
Other combinations of notes are made, and the num- aa f- 
ber marked above them, thus: E = === == 
. ; sas ae =e ———f+§— 


Seven to be played in the time of four. 

















Third space. 2d leger line above. Space below. Fourth line. D, &c., 


The notes upon the lines are 
—S=5 
E G B D ¥ 
The notes upon the spaces spell the word Face, 
4 
¥ A Cc E 


SHARPS AND FLats. 











The pitch of any note may be changed by prefixing 
any of the following characters. 


BE A Snare before a note raises it a iSeatiané 
Notes are named after the first seven letters of the 


Alphabet, A, B, C, D, E, F, G. When these notes [b= A F.at before a note lowers it a Senione 


follow in regular succession, they form what is called 
a Scace. It will be observed that notes of the same 
name or letter occur several times in a regular scale, 
but always in a different position on the staff. 


: — A Dovuste Friar lowers a note a whole 
Tue ScAue. E tone. 


fe= A Natural contradicts a flat or sharp. 





Tue SCALE. 


= A Dous ie Suarp raises a note a whole tone, 


Hee: or = restores the single flat or sharp. 





Flats or Sharps placed at the commencement 01 
piece of music affect every note throughout the piece 





RUDIMEN'S. f 


apon the lines and spaces where they are situated ; 
also, any other notes of the same letter upon the staff. 

Any flat or sharp that is not so situated is called an 
AccIDENTAL 


C3 
ll 
al 






Here every F and C are to be made sharp, no mat- 
ter what their situation upon the staff. 








Be Bz B2 
ao 
wv 


When flats are situated in the same position, the ef- 
fect is the same as that of the sharps. 


All music is divided into equal portions of time by 
perpendicular lines called Bars, and the music between 
any two bars is called a Measure. When an acciden- 
tal sharp, flat or natural is prefixed to a note, all the 
following notes of the same name contained in the 
measure are affected by it, thus; — 


EXAMPLE OF THE SHARP. 


Played. 





Written. 


EXAMPLE OF THE FLAT. 








When the last note of a measure is influenced by 
an accidental flat, sharp or natural, if the next measure 
should commence with the same note it is also affect- 


ed likewise, thus— = 








Sharps and flats before a piece of music are called 
the Signature. 


One sharp. Two sharps. Three sharps. Four sharps. 


Where th an 2 
aeaaeuie fe ree 

























that sharp is always F FCGD 
Five sharps. Six sharps. Seven sharps. 

FCGDA FCGDAE FCGDAEB 

One flat. Two flats. Three flats. Four flats 

Where the de -- —= porob-5- 

signature is a ee ae E be 

that flat is always 8B BE BEA BEAD 
Five flats. _ Six flats. Seven flats. 

ees Ses 

BEADG BEADGC BEADGCF 


Thus it will be seen that every note can be made 
sharp or flat; and therefore the signature which deter- 
mines a key, may contain seven sharps or flats. 


TIME. 


By Common Time, which is expressed by these char. 


€ 
ea 


understand that each measure contains music to the 
value of four beats, or one semibreve, which is made 
up intime by any combination of notes or rests, 
thus:— 


acters € and sometimes by the figures 7 etc., we 





e. 
Count 1, 2; 
















_ The various kinds of Time are indicated by the fol- 

lowing figures. The upper figure indicates the num- | 
ber of notes to a measure, and the under one the Aind 
of notes. 





It will be observed in time indicated by the even 
numbers, that notes requiring bars across the stems 


Common Time. Three-four Time. Two-four. -Three-eight. 


are combined in groups. And in a 2 and £ they 


are tied together in groups of three. This is not al- 
ways the case, but most generally so. 


When the unaccented part of a measure is to receive 
a particular emphasis, it is shown by the characters 
Jz, 7f, or >,or\. When the weaker part of a 
measure is made of more importance than the strong, 
such deviation from the regular accent is called Syn- 
copation. 





This mark >- is used to indicate a particular accent, 
or stress upon a note. Common time, and all other 


kinds expressed by the even numbers 4 . 4 &c., 


must be accented upon the beginning and middle of Empuasis. 


the measure, thus:—~ 


Double Bars indicate the end of a strain 
and the conclusion of a tune, thus:— 





These accents are not marked, but are to be under- 
stood; it is only when particular force, or stress is re- 
quired to be given to a note that it is indicated by the 





mark. In 3 2 and 2 time the accent occurs only 


upon the first note in the measure. 


When the letters D. C.—which signifies Da Capo— 
are found over a double bar, it signifies that the first . 
part of the piece must be played again before proceed- 
ing to finish the piece. When it is found at the last 
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strain, it implies that we must return and finish with EXAMPLE. 
the first strain: but, if we find this character, 7, which 
is called a Pause, over any double bar, it signifies the 
end, or conclusion. The Pause is sometimes for an- 
other purpose: that is, when placed over a rest or note, 
the performer must dwell upon it, or can introduce an 
embellishment, such as he may think proper, for effect. 





This mark is called a Sien.4§. When it appears the 
second time, it signifies that we are to return to where 
it is first found, and finish at the pause which occurs| 8va"~""~ written over any number of notes implies 


Played. 


over the first double bar after it. that they are to be played eight notes, or an octave, high- 
er, until the word Loco appears, which signifies as writ- 
EXAMPLES. ten. 
DE. 





First Part. Ps Part. 7, go Fourth Part. Hue 


“EESEEEE AEE 


Third part. 





ABBREVIATIONS. 


When a succession of similar notes is required, we 

Here we play the first and second strains, when the | sometimes use the following characters, which are 
D.C. directs us to play the first part again, which makes | termed abbreviations. 

the third strain; then we skip the second part and pro-- ; 


ceed to the fourth strain, and finish at the pause. A whole note with a single dash signifies that it is 


to be played as eighth notes. 


{ 
t 








First Part. Second Part. ae ee 
ial ga a RE AS | 
=== eye =| a ED = ay 
=== === ==} Written. Played. | 
Fifth Part. A double dash, to be played thus:— 
T_T. 
Third Part. a Fourth Part. Sade : , 
ba fF: a Oe ee 








=SIES=Eet 


Written. Played. 


Written. Played. Written. Played. 


emesis el emraensnenrnennin Al etme 


Sixth Part. 








After playing the first four parts, the $4 appearing 
the second time directs us to where it aes at first, 
when we play < on till we reach the @ 


OTHER ExaMPLES OF ABBREVIATYONS. 


The word Bis placed over one or more bars signifies | 
repetition. It is sometimes accompanied with the dots 
for repetition, or detached lines to indicate the num- 
ber of bars repeated. 






prensa arent 


Written. Played. Written. Played. 





Written. 





Written. 





A Swett —< and Diminvenno > are often | 
united, <>~ the first is executed by commencing the 
note gently, and gradually increasing the tone; the 
second, by commencing with force and gradually dim- 
inishing; and when united, it is executed by touching 
the note over which it is placed, at first gently, and by 
degrees increasing the tone, till it arrives at its full 
pitch, then diminishing it till it falls off to its first soft- 
ness, : 


This character ew is called a Turn, and is executed 
in the following manner :— 





ott > Se 


Written. Played. ‘Written. Played. 


There are several kinds of turns: the plain turn ow, 
inverted turn @. turn after a dot, &c., which are fully 
_ explained in the following examples: 


Plain turn. Inverted. Turn after a dot. ggg 


Written. 


Played. 





| Written. 


RuDIMENTs. 


A SHAKE (av) is one of the principal embellishments 
of music, if well performed, but should not be so fre- 
quently and injudiciously used as is oftenthe case. A 
plain shake is the sound of two notes put in equal mo- 
tion. A turned shake is composed of three diatonic 
notes, the first of which is called the preparative note, 
and the last two its resolution, Shakes, and all other 
kinds of Graces, must be played in proper time. 





Pian SHAKE. 



















Written. § 


Played. : 


Played. 


RupIMeEnts. 








£ « 
avr 2 
Os = 
AS). aceasta 
Preparative Resolution. 





APpPoGIATURA OR GRaAcE NOTE. 


The Appogiatura, or Grace note, is a small note re- 
versed and added to other notes for sake of expression. 
Whatever length is given to the small note must be 


taken out of the time of the principal note immediately | 


after it. There are two kinds of Appogiaturas, the 
greater and the lesser. 


Written. 


Played. 





Written. (in Hit ro 
Lea? co 6 tidal a 
Choice Notes. 
Fa a — = race = afer 
ran (-oaoe seer? eee 









Written. 


Played. 


| Written. 


Notes are always connected in the most convenient 
form, for this reason we sometimes observe them in 
this manner: 








When the last two bars of a strain are marked 1mo 
and 2mo, (that is to be repeated,) it implies that when 
played the second time, the 2mo is to be substituted 
for the 1mo, which is of course omitted. 





I 
Written. Te — aera ma 
Toes t 
$- , 4 
Played. Toe oo" aa 
ee eS 
INTERVALS. 


An Interval is the distance from any one tone or 
note to the following one. The smallest interval is 
that of asecond. The first and last note are included 
in counting the distance. 


A second is the distance from any one note in the 
scale to the next following one. 


eel = 


Intervals ofa Third. 





Intervals of a Second. 


eer s==i 


Intervals of a Sixsh. 


It must be observed that the interval of a third is 
composed of three notes, E, F, G, or A, B ,C, &c.; the 
intervals of a sixth, of six notes, E, F, G, A, B, C, or 
F, G, A, B, C, D, &c. 


Some intervals are small, and others large. In the 


regular Major Scale we find tones and semitones in 
the following order: 








1 r) 2, 3, —, 4, 5, 6, 7 oe 8. 
ae ner t 
5 ' 


Tone. Tone. Semitone. Tone. Tone. Tone. Semitone. 


A Semitone always between E and F, also between 
B and C, which are the third and fourth, seventh and 
eighth notes of the scale; this is called the Natural 
Key, (because it has no signature of flats or sharps, ) or 
the key of C, because the tones and semitones are 
calculated from the note C. 


TRANSPOSITION OF THE Keys, oR SCALE. 


When C is taken as 1, the scale is to be in its nat- 
ural position; but either of the other letters may be 
taken as 1, in which case the scale is said to be TRANs- 
posED. As 1 is the basis of the scale, the foundation 
on which it rests, so the letter which is taken for this 
sound is called the Key Nore. Thus, if the scale be 


in its natural position, it is said to be in the key of C; 


if G be taken as 1, the scale is in the key of G; if D 
be taken as 1, the scale is in the key of D; and so on 
with the rest of the seven letters; whichever letter is 
taken as 1, that letter becomes the key-note of the scale. 


In transposing the scale, the order of the intervals, 

or tones and semitones, must be preserved. Thus, 

the interval must always be a dome from 1 to 2, a fone 

from 2 to 3, a semitone from 3 to 4, a fone from 4 to 5, 

a tone from 5 to 6, a fone from 6 to 7, and a semitone 

from 7 to 8. The interval from one letter to another 
is always the same, and cannot be changed,—thus, it is 


always a Zone from C to D,and from D to E, a semztone 


from E to F, a done from F to G, from G to A, 
from A to B, and a semitone from B to C. In the 
transposition of the scale, therefore, it becomes neces- 
sary to introduce sharps and flats, or to substitute 
sharped or flatted letters for the natural letters, so as to 
preserve the proper order of the intervals. 


First transposition by sharps from C to G, a fifth | 


higher, or a fourth lower. 


RupDIMENTS. | 





G 


The same method is followed ‘n all transpositions 
by sharps, viz., the fifth above or fourth below is taken 
as 1 of a new key,.in every succeeding transposition, 
and an additional sharp will be required also in every. 
succeeding transposition. 


To transpose the scale by flats, we take the fourth 
(instead of the fifth) of every new scale. F is the fourth 
of C; hence it is 1 of the new scale (key of F). The 
order of intervals must be the same in the flat keys as 
in the sharp; hence the B must be made flat. 


Tue Suarp Keys. 


6 MAJOR. 


ee 





THe Fiat Kevs. 


¥ MAJOR. 












am 

A yj 
7 PR A 

LAL 







The difference between the major and minor key is 
a minor third, (three semitones). The major third con- 
tains two whole tones, (four semitones). 

EXAMPLE, 


MAJOR THIRD. 


22> Sl 
ae Mea mae se 
SCALE IN THE KEY OF C, MAJOR MODE. 
= ——— Curomatic SCALE. 
6-26-65 : ; : 
ee ee This scale contains all the notes, natural, flat and 
or = | sharp, to D above the second leger line. : 
The third in the minor scale contains one whole tone : 
























and a semitone. 





- MINOR THIRD. 


Sd eS DRT a emacs = Sie or bw. Bor rt © 


SCALE IN THE KEY OF A, MINOR MODE. F > | 
__ bebe S Speke, —— Sane = 


















aren ces Se ee 
or- Je canes [ 
The relative minor of a major key has the same num- fege oe. i | 


ber of sharps or flats, and is found one minor third 
below the key note. : 
| Minor Scates. E 


EH MINOR. 










CHorpbs. 


Cuorps, or double notes, are written one above the 
other, and can be played upon the Banjo, Guitar, Vio- 
lin, Piano, Melodeon, &c. In music for the Flute, Clar- 
ionet, Fife, &c., the upper note only must be played. 


DICTIONARY OF MUSICAL TERMS. 


‘Raltan,) by, for. 
af ‘#.) aocelera’ the movement. 
Sa MEN » part added to a principal 
_ one by way of enhancing the effect of the com- 


; ition. : 
ADAGIO it.) a very slow degree of movement. 
ADAGISSIMO, e) extremely slow. 
AD LIBITUM, (Latin,) at will, or discretion. This 
> expression implies that the time of some particular 

passage is left to the pleasure of the performer; 
or that he is at liberty to introduce whatever em- 
ae eeO, Ut) afbctionate: tender 

,) affectionate, . 

‘AGITATO, CON AGITAZIONE, (2) with agita- 
¥ ton, saxionaly. 
AL, ALL’, ALLA, (i2.) to the; sometimes, in the 


+ style of, 
ALT ROREMENTE, (t.) with quickness. 
ALLEGRETTO, (it.) somewhat cheerful, but not 
so quick as allegro. 
ALLEGRETTO SCHERZANDO, (J2.) moderately 
layful and vivacious. 
ALLEGREZZA, (ii.) joy; a8, con allegrezza, joy- 


ay, animatedly. 

ALLEGRISSIMO, (Jt.) extremely quick and lively. 

ALLEGRO, Cit.) quick, lively. term implying a 

‘. vapid and vivacious movement, but which is fre- 
quently modified by the addition of other words; 
as, allegro agitato, quick, with anxiety and agita- 


tion, &c. 

AL SEGNO, AL SEG., or the character ‘§: signifies 
that the performer must return to & similar 
character in the course of the movement, and 
play from that place to the word jine, or to the 
mark 7 over a double bar. 

ANDANTE (/t.) implies & movement somewhat 
slow and sedate. This term is often modified, 
both as to time and style, by the addition of other 


words, 

aD Ne (it.) somewhat slower than 
andante. 

ANIMATO, CON ANIMA, ANIMOSO, (Jt.) with 
animation, in a spirited manner. : 

A PIACERE, A PIACIMENTO, (22.) at the plea- 
sure of the performer. 

APPOGGIATURA, (Jt.) a note of embellishment, 
generally written in a small character. 

AFPPOGGIATO, (/t.) dwelt, leaned upon. 

ARIA, (/t.) an air or song. 

IOSO, (Jt.) in the style of an air. 


AR 

ARPEGGIANDO, ) (i.) passages formed of the 
ARPEGGIATO, notes of chords taken in rapid 
ARPEGGIO, succession, in imitation of the 


harp, are said to be in arpeggio. 

ASSAI, (i) very, extremely. This adverb is 

always joined to some other word, of which it 

extends the signification; as, edagio assaé, very 
slow ay ro assai, very quick. 

* ae fa) in the regular time. 

A TEMPO GIUSTO. (Jt in strict and equal time. 
ATTACCA, ATTACCA SUBITO, (it.) implies that 
: the performer must directly commence the follow- 

ing movement. 

BALLAD, a short and familiar song. 

BARCAROLLE, (Jt.) airs sung by the Venetian 
gondoliers or boatmen. 

BEAT, one of the Pe 

BEN, (72.) well; as, BEN RCATO, (2.) well 
marked. This expression indicates that the 
passage must be executed in a clear, distinct, and 
strongly-accented manner. . 

BIS, (Lat.) twice. Aterm which indicates that a 
certain passage, distinguished by a curve drawn 
over or under it, must be performed twice. 

- BRILLANTE, (it. and Fr.) an expression indicat- 

ing a showy and sparkling style of performance. 


BRIO, 

BRIO8O, $(.) with brilliancy and spirit. 

CON BRIO, . ; 

BRISE, (/Fr.) sprinkled, broken into arpeggios. 

CADENCE, a close in melody or harmony; an 
ornamental and extemporaneous passage intro- 
duced at the close of a song or piece of music. 

CADENCE, (Fr.) a shake; also, a cadence in har- 
mony; 88, cadence parfaite, a perfect cadence; 
cadence yompns, an interrupted cadence. 

CADENZA, (it.) a cadence, or close, at the ter- 
mination of a song or other movement, introduc- 
ing some fanciful and extemporaneous eme- 


beilishment. 
CALANDO, (2.) gradually diminishing in tone and 


quickness. : 
CALORE, Cit.) with much warmth and animation. 
CANONE, (Je.) & canon, or catch for several voices 
_ or instruments. ; 
CANON, a species of uninterrupted imitation. 
CANTABILE, (/t.) in a graceful and singing style. 
CANTANTE, (/t.) a partto be executed by the 


voice. 

CAPELLA, ALLA, (/.) in the church style. 

CAPO, Ce the head, or beginning. 

CAPRICCIO, (Jt.) a fanciful and irregular species 
of composition. 

CATCH, a vocal piece in several parta of a humor- 


ous character. 
CAVATINA, (/.) an air of one movement or part 
, occasionally preceded by a recitative. 
CHANT, (Fr.) a song or melody; the vocai part. 
CHE, (/t.) than; as, yoco piu che andante, rather 
slower than andante. 
CHORD, acombination of sounds forming harmony. 
CHROMATIC, proceeding by semitones, or formed 
means of semitones. 
CODA, (Jt.} a few bars added at the close of a com- 
sition, eee ita natural termination. 
cOLLA PARTE (2#.) implies that the accompanist 
must follow the principal part in regard to time. 
CON, (it.) with; as, con espressione, with expres- 
sion; con drio, with brilliancy and spirit. : 
CONCENTO, (Jt.) concord, agreement. A selection 
of pieces is sometimes so called. 
CONCERTO, (Ji.) a composition intended to dis- 
lay the 1 
ob DO. th sweetness. 
©) 


aces in music. 


ers of some [ aeoers instrument. 
iN Tome AI w 
N DOLORE, (/#.) mournfally, with >-thos. 





CON GRAVITA, (2.) with gravity. 

CON GRAZIA, 5) ats grace. 
GUSTOSO, (it.) with taste. 

CON IMPETO, (/.) with impetuosity. 


CON MOTO, (it 
CON SPIRITO, 


DA, (2.) 

DA CAPO, or D. C., (2t.) from the beginning, an 
expression which is often written at the end of a 
movement, to indicate that the performer must 
return to and finish with the first strain. 

DAL, (2.) by; as, dal segno, from the sign; a 
mark of repetition. 

DECRESCENDO, (/.) gradually decreasing in 
quantity of tone. 

DELICATEZZA, (it.) delicacy; as, con delicatezza, 
with delicacy of expression. 

DELICATO, (it.) delicately. 

DIATONIC, (Greek,) naturally; that is, according 
to the degrees of the major or minor scale, or by 
tones and semitones only. 

DILUENDO, (/.) a gradual dying away of the tone 
till it arrives at extinction. 

DIMINUENDO, or DIM., (/t.) implies that the 
quantity of tone must be gradually diminished. 
DI MOLTO, (/.) an expression which serves to 
augment the signification of the word to which it 

is added; as, aliegro di molio, very quick. 

DIVERTIMENTO, (Jt.) a short, light composition, 
written in a familiar and pleasing style. 

DOLCE, or DOL., (it.) implies a soft and sweet 


style. 

DOLCEZZA, or CON DOLCEZZA, (Jt.) with 
sweetness and softness. . 

DOLCEMENTE, (/.) in a sweet and graceful 


style. 
DOLOROSO, (2.) indicates a soft and pathetic 


style. 

E, ED, the Italian conjunction and; as, flauto é 
violina, flute and violins nobilimente ed animato, 
with prencen and spirit. 

PO ANTE, " i Cit.) with elegance. 

ELEGANZA, (2t.) with elegance, gracefully. 

ENERGICO, CON ENERGIA, ENERGICAMEN- 
TE, (7t.) with energy. 

ESPRESSIVO, or CON ESPRESSIONE, Cit.) 
with expression. 

ESTRAVAGANZA, (it.) extravagant and wild, as 
to composition and performance. 

hag Sea (it.) a facilitation, an easier adapta- 

0. 


on. 

FANTAISIE, (Fr.) la species of composition in 

FANTASIA, (/t.) §{ which the author gives free 
scope to his ideas, without regard to those system- 
atic forms which regulate other compositions. 

FINALE, the last piece of any act of an opera, or 
of @ concert; or the last movement of a symphony 
or sonata, or other piece. 

FINE, (it.) the end. 

FORTE, or FOR., or simply J, (74.) loud. 

FORTISSIMO, oD. (it.) very loud. 

FORZANDO, or FORZ., or fz, implies that the note 
is to be marked with particular emphasis or force. 

FUOCO, CON, (72.) with intense animation. 

FURIOSO, or CON FURIA, (7.) with fire. 

GAIEMENT, (Fr.) ina cheerful and lively style. 

GALLOPADE, (Fr.) @ gallop; a quick German 
dance-tune. 

GALOP, ( Ger.) a quick species of dance, gene- 

GALOPPE, (/r.) § rally in 2-4 time. 

GIUSTO, (2.) in just and exact time. 

GRACES, occasional embellishments, sometimes 


indicated by the composer, sometimes spontane-| P- 


ously introduced by the performer. The most 
fmportant of these are the appoggiatura, the 
turn, and the shake. 
GRANDIOSO, wi in a grand and elevated style. 
GRAN GUSTO, (/.) in an elevated, grand style. 
GRAVAMENTE, (/t.) dignified and solemn. 
GRAVE, (it.) the slowest degree of movement; 
also, a deep, low pitch in the scale of sounds. 
GRAVITA, (it.) gravity; as, con graviia, with 


gravity. 
GRUPETTO, (72.) a group of notes; a turn. 
GRUPPO, (72.) a turn, or grace. 
GUSTO, GUSTOSO, or CON GUSTO, (it.) with 
taste, elegantly. 
IL, (#.) the. : 
IMITAZIONE, (2#.) an tnitation. 
IMPETUOSO, (#t.) with impetuosity, impetuously. 
IMPROMPTU, (fr.) an extemporaneous produs- 


tion. 
IMPROVISARE, (/t.) to compose or sing extem- 
Bien 
IN, (#.) in; as, in fempo, in time. 
INNCCENTE, INNOCENTEMENTE, (/¢.) m an 
artless and simple style. 
INTERLUDE, an intermediate strain or movement. 
INTRADA, : (it. a short introductory 
INTRODUZIONE, | movement. 
ISTESSO, (it.) the same; as, ds/esso tempo, the 


same time. 
LARGHETTO, (it.) indicates « time slow sand 
measured in its movement, but less so than Largo. 
LARGHISSIMO, (/¢.) extremely siow. 
LARGO, (Jt.) @ very slow an 
movement. 
LEGATO, (71.) in a smocth and connected manner. 
LEGATISSIMO, (it.) exceedingly smooth and 
connected. 
LEGEREMENT, (fr.) with lightness and gayety. 
LEGGIARDO, (7.) light, gentle. 
LEGGIER 4 MENTE, (i.) lightly, gently. 
LEGGIER., or CON LEGGIEREZZA, (7.) with 
lightness and facility of execution. 
LEGGIERISSIMO, (d¢.) with the utmost lightness 


and facility. 
LENTANDGO, (it.) with incf¥easing slowness. 
te (.) in slow time. 
LIAISON, (Fr.} smoothness of connection; also, a 
bind or tie. 
LOCO, (Las) This word implies that a passage isto 


Rn en nn ee en ce emmndeatnamemam remanent 


.) in an agitated style, with spirit. 
it.) with quickness and spirit. 
CRESCENDO, or CRES., (/t.) with a gradually in- 
creasing GUAntty of tone. 
iy. 


solemn degree of} Q 


ere mna are eam mae 


be played just as it is written in regard to pitch; 
it generally occurs after 8ve alta, or Sva bassa. 

MA, Cit.) but; as, allegro ma non troppo, quick, 
but not too much so. 

MAESTOSO, (it.} with majestic and dignified ex- 
pression. 

MAIN, (Fr.) the hand; as, main drotie, main 
gauche, or M. D., M. G., the right or left hand in 
piano-music. 

MANO, (it.) the hand. Mano dritta, or destra, 
the right hand; mano sinistra, the left hand. 

MARCATO, Cit.) in a marked and emphatic style. 

MARCIA, (it.) a march. 

MARZIALE, (Jt.) in a martial style. 

MELANGE, (/*.) a composition founded on several 
favorite airs; a medley. 

MEME, (Fr.) the same}; as, méme mouvement, in 
the same tune. 

MESTO, (it.) mournfully, sadly, pathetically. 

MESTOSO, (/t.) sadly, pensively. ; 

METRONOME, (¥?.) an ingenious instrument 
for indicating the exact time of a musical piece 
by means of a pendujum, which may be shortened 
or lengthened at pleasure. 

MEZZO, (1t.) in a middling degree or manner; as, 
mezzo forte, rather loud ; mezzo piano, rather soft. 

MEZZO CARATTERE (it.) implies a moderate 
degree of expression and execution. 

MODERATO, (it.) with a moderate degree of 
quickness. 

MOLTO, (Jt.) very, extremely; as, molto allegro, 
very quick; molto adagio, extremely slow. 

MORCEAU, (/Fr.) @ piece or musical composition 
of any kind. 

MORDENTE, (Jt.} 2 beat or transient shake, 

MORENDO, (/.) gradually subsiding in regard to 
tone and time; dying away. 

MOSSO, (i¢.) movement; as, pi mosso, with more 
movement, quicker. 

MOTO, or CON MOTO, (72.) with agitation. 

MOVIMENTO, (iz.) time, movement. 

NOSILDIENTE, , (it.) with nobieness, grandeur. 

NOTTURNO, (Jt.) a composition, vocal or instru- 
mental, suitable for evening recreation, from its 
elegance and lightness of character. 

O, Cit.) or, as flanto o violino, flute or violin. 

OBLIGATO, or OBLIGATI, (i2.) a part or parts of 
a@ composition, indispensable to its just perform- 
ance, and which, therefore, cannot properly be 
omitted. 

OTTAVA, or 8va, (/t.) an octave. This word is 
generally joined with alta or bassa: the first 
signifies that the passage to which it is applied 
must be played an octave higher than it is 
written; the second, that it must be played an 
octave lower. : 

PASSIONATE, Cit.) in an impassioned manner. 

PATETICO, Cit.) teaser 

PATHETIQUE, (/%.) pathetic. 

PASTORALE, (it.) a soft and rural movement. 

PEDALE, (i.) a pedal or stationary bass. 
piano-music, this term implies that the performer 
must press down the pedal which takes off the 
dampers. 

PERDENDO, PERDENDOSI, or PERDEN,, (it.) 
implies a gradual diminution, both in the quan- 
tity of tone and speed of movement. 

PEU, (Fr.) a little. 

PHRASE, a short musical sentence, containing an 
incomplete idea. : 

PIACERRH, (it.) will, pleasure; as, @ piacere, at 
the performer’s pleasure in regard to time. 

PIANISSIMO, or pp., (/t.) extremely soft, 

PIANO, or P., (Td eof ‘ 

IU, (/.) an adverb of augmentation; as, piu 
resto, quicker; piu piano, softer. 

PLANTIVO, (i.) expressively, plaintively. 

PLUS, (Fr.) more; as, plus animé, with greater 
animation. 

POCO, (#.) & little, rather, somewhat; as, poco 
presto, rather quick; poco piano, somewhat soft. 

POCO A POCS, (it) by degrees, gradually; as, 
poco & poco crescendo, louder and louder by 
degrees; poce a poco diminuendo, softer and 
softer by degrees. 

POI, (2.) then; as, piano poé forte, soft then loud. 

POLACCA, Cit.) a slow, Polish dance, in 3-4 

POLONAISE, (/*.) ptime, of a peculiar rhythm- 

POLONOISE, (f7.) Jical construction, as the 
melodial members usually terminate on the 
third quarter of the measure. 

POMPOSO, (7.) ina grand and pompous manner. 

PORTAMENTO, (/4.) the manner of sustaining 
and conducting the voice; a gliding from one 
note to another. 

POSSIBILE, (/t.) possible; as, pix forte possibile, 
as loud as possible. © 

POTPOURRI, (/Y.) a fantasia on favorite airs. 

PRECIPITATO, Cit.) in a hurried manner. 

PRECISIONE, Cit.) with precision, exactitude. 

PRELUDIO, (#.) a prelude or introduction. 

PREMIERE,(2%.)first; as, premiére fots, first time. 


In 


“RESTISSIMO, (it.) the most rapid degree of 


movement. 

PRESTO, (2.) very quick. 

PRIMO, (22.} first; as, violino primo, first violin; 

tempo primo, in the first or original time. 

UADRILLE, (/r.) a French dance. 

QUASI, (/.) in the manner or style of ; as, quasé 
allegretto, like an allegreito. 

QUIETO, (it.) with calmness or repose; quietly. 

OO ENTE, : (it.) with augmented softness. 

RALLENTANDO (/t.) impties a gradual diminu- 
tion im-the speed of the movement. 

RAPIDO, (4.) rapidly. 

REFRAIN, (fr.) a burden, or tag-end to a song. 

RINFORZANDO, RINFORZATO, or rinf., or rf, 
(it.) with additional tone and emphasis. 

ROMANCE, (fr.> , a short lyric tale set to music; 

ROMANZA, (#.) {ora simple and elegant melody 
suitable to such words. 

RONDEAU, (f¥.} : a composition of several strains 

RONDO, (/1.) or members, at the end of each 
of which the first part or subject is repeated. 


RITENENTE, RITENUTO, (2.) 0 decrease in the 
speed of the movement. 

SCHERZANDO, SCHERZATO, SCHERZOSO, or 
SCHERZ., (it.) in a light, playful, and sportive 


SEGNO, or § (/2.) asign; as, a 

, or F}: (2.) a sign; as, al segno, return to 
the sign; dal segno, repeat from the sign. 

SEGUE, SEGUITO, Un) now follows; or, as fol- 
lows; as, segue tl coro, the chorus follows; segue 
la finale, the yinale now foliows. It is also used 
in’ the sense of, tn similar, or like manner, to 
show that a subsequent pasenne is to bo played 
like that which precedes it. 

SEMPLICE, SEMPLICEMENTE, (2) with sim- 
Pilcity. artlessly. 

SEMPRE, (/t.) always; as, sempre staccato, always 
staccato or detached; sempre forte, always loud; 
sempre piu forte, continually increasing in foree. 

SERIOSO, (2.) in a serious style. 

SERPEGGIANDO, (/t.) gently and silently creep- 
ing onwards, quietly advancing. 

SFORZATO, SFORZANDO, or sf., (i2.) implies 
that a particular note is to be played with em- 


phasis. 

SICILIANO, (Jt.) a movement of 4 slow, soothing 
pastoral character, in 6-8 time, resembling a dance 
peculiar to the peasantry of Sicily. 

SINFONIA, (Jt.) a symphony or orchestral com- 
position in an arts. 

SLENTANDO, ( A &@ gradual diminution in the 
time or speed of the movement. 

SMORZANDO,(/.) a gradual diminution as to tone. 

SOAVE, (/#.) in a soft, sweet, and delicate style. 

SOGGETTO, (22.) the subject or theme. 

SOLI, plural of SOLO, (/.) implies that two or 
more principal parts play or sing together. Such 

arts, of course, are never doubled. 

SOLO, SOLA, (22.) alone, 

SOLO, (it.) a composition, or even a passage, fora 
single voice or instrument. 

SONATA, (/t.) 2a composition consisting of 

SONATE, (ir.) several movements, generally 
for a single principal instrument, with or without 
accompaniments. 

SOSTENUTO, or SOST., (Jt.) sustained; contine 
uous in regard to tone. 

SPIRITO, CON SPIRITO, (/t.) with spirit. 

SPIRITOSO, (/t.) with great spirit. 

STACCATO (it.) implies thdt the notes are to be 
played distinct, and detached from one another. 

STESSO, (J¢.) the same. 

SUBITO, (/t.) quickly; as, vollé subito, turn. 


quickly. . Me 

SUITE, (/r.) a series, a collection; as, une suite 
de piéces, a series of lessons. 

sho et tae (it.) in a constrained and synco- 
pated style. 

SYNCOPATION. — When a tone begins on an un- 
accented part of a measure, and is continued in 
the next part of the measure or on the first part 
of the succeeding measure. 

TACET (Lat.) implies that during a movement, or 
part of a movement, some particular instrument is 
to be silent; a8, fauto tacet, the flute is not to play 

TANTO, NON, Cit.) not so much; not toomuch. 

TARDO, (i) slowly, in a dragging manner. 

TEMA, (i2.) a subject or theme. 

TEMPESTOSO, (i.) in a tempestuous manner. 

TEMPO COMODO, (Jt.) ina convenient degree of 
movement. 

TENDREMENT, (Fr.) affectionately, tenderly. 

TENERAMENTE, TENERO, or CON TENE- 
REZZA, (Jt.) tenderly. 

TENUTO, or TEN., (/t.) implies that a note, oF 
notes, must be sustained or kept down the full 


time. 
THEME, (Fr.) a subject. 
TIMOROSO, (it.) with Lahore awe. 
TRANQUILLO, TRANQUILLAMENTE, or CON 
TRANQUILLEZZA, (it.} tranquilly, com- 


geen 
TREMENDO, (i.) with a tremendous expression, 


horribly. 
TREMANDO, )(%.) apy tir the retteration of a 
TREMOLATE, p note or chord with great rapidity, 
TREMOLO, Bo a8 to produce a trem kind 


of motion. 
TRILLANDO, (/i.) a succession of shakes on diffes~ 
TRILLE. (Fr) 
} + (Fr. 

TRILLO, (it.) ba shake, a trill. 

TRIO, (/t.) a piece for three voices or instruments. 
This term also denotes a second movement to a 
waltz, march, minuet, &c., which always leads 
back to a repetition of the first or principal move- 
ment. 

TRIPLET, a group of three notes, arising from the 
division of a note into three equal paris of the 
next inferior duration. 

TUTTA FORZA, (/t.) with the utmost vehemence, 
as loud as possible. 

TUTTI, (ii. plural, alls) a term used to point out 
those passages’ where all the voices or instru- 
ments, or both, are to be introduced. 

UN ee Gi ; y un poco, & little. 

VALSE,(F'r.) ¢ 4 Waltz. 

VELOCE, or CON VELOCITA, (i.) in rapid time. 

VELOCISSIMO, (#.) with extreme rapidity. 

VIBRANTE, (/t.) a peculiar manner of touching 
the keys of the piano. 

NIGCHOES VIGOROSAMENTE, (4.) boldly, vig- 
orously. 

VISTAMENTE, (It.) 

VITE, (Fr.) with quickness. 

VIVACE, VIVAMENTE, or CON VIVACITA,, 
(i.) with briskness and animation. 

VIVACISSIMO, (it.) with extreme vivacity. 

VIVACITA, (1t.) vivacity. 

VIVO, CON VIVEZZA, (it.) animated, lively. 

VOCE, (/t.) the voice. 

VOLANTE, (i2.) in a light and rapid manner. 

VOLTA, (it.) time of playing a movement; aa, 

rima voita, the first time of playing, &e., 

vOut! SUBITO, or V. S., (d2.) tarn over quickiy, 

WALZER, ( Ger.) a waltz. 
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How To STRING THE Banjo. 


Select the very fine strings which are now manu- 
factured abroad expressly for the instrument and may 
-be purchased of all dealers. The fourth string is the 
Bass, which should be a fine silver string, wound on 
-white silk, which are wound of late expressly for the 
Banje, while formerly a Guitar D string was used in its 
stead, which is not so good for the Banjo, in tone or 
durability. On inserting the strings in the tail piece, 
fasten the knot on the upper side of the same, which 
lifts it from the head, and in winding the string around 
the peg, always let the coil lie close to the surface of 
the handle, thereby holding the peg in place, while, if 
the string be wound on the upper portion of the peg» 
it continually slips and gets out of tune. 


Tue ToNnES, AS REPRESENTED ON THE STAFF, PRODUCED 
ON THE FIVE OPEN STRINGS. 
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It will be seen by the above diagram, that when the 
Banjo is properly tuned, 


the first string open, is B. == 
the second string, open, is sco Z| 
the third string, open, is E. F=4=4 
—_@g-—— 
the fourth string, open, is A. ES | 
3. . 


The fifth string, open, is E. EFS 





Now take four of these notes, as per example, and 
we produce the chord of E Major, the chord most 
readily performed on the Banjo, especially by a begin- 
ner, as they are all on open strings. 


Arpeggio chord. 
| oo 
Sl 
a 
E #G BE 


Having performed the above chord in a-peggio style, 
(arpeggio is to play one note after the other, commenc- 
ing with the lowest, in quick succession, the sign for 
which is a curved line,) we place down two fingers of 
the left hand, as follows: The first finger at the first 
fret of the second string; the second finger on the 
second fret of the first String, and we produce the 
following chord of A Major. 





It will be observed that there is an additional sharp 
to the one occurring on the second string open, that one 
which occurs on the first string, at the second fret, Cf, 
will be explained farther on, i 


How to Tune THE Banjo To PropucE THE TONES AS 
Suown IN THE D1aGRAM ON PRECEDING Pace. 


| 
Tune the fourth string to A, from a pitch pipe, then 
‘place the second finger on the seventh fret of the 
fourth string, which tone produced, will be E, then tune 
the third in unison with it, place the second finger on 
the fourth fret, of the third string, which gives $G, and 
tune the second in unison with it; then place the second 
finger on the third fret, of the second string, which 
| gives B, and tune the first in unison with it, then place 
the second finger on the fifth fret, of the first string, 
which gives E, and tune the fifth in unison with it; 
then play the following exercise on the two chords 
already explained to familiarize the sounds. 


EXERCISE AFTER TUNING. 


ei ei | ON at vam te 
+p 4 
ae oe Ki = 
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How to Hoip THE Banjo. 


breast resting on the upper portion of it. Rest the 
left foot flat on the floor, and elevate the right foot on 
the ball, rest the neck (or handle) of the Banjo in the 
hollow of the left hand, the first and second fingers 
directly over the second and first string. (See cut.) 





The wrist of the right hand should rest directly over 
the tail piece, bringing the right hand just in front of 
the bridge, resting the third or fourth finger on the 
parchment, (or head) to steady the hand while picking. 


Sians For Ricut Hanp Fincerine, in PIcKING, oR © 
Guitar STYLE. 


For the first finger, one dot, thus, «; for the second 
finger, two dots, thus, «+; for the third finger three 
dots, thus, «++. See cut showing the position of the 
right hand, in picking or guitar style. — 





Lerr Hanp FINGERING. 


One figure above or below the staff, indicates the 
finger employed, also the fret at which the string is 
stopped. When there are two figures added to a note, 
the upper one indicates the fret, while the iower one 
indicates the finger that stops the string. The zero, 
thus, 0, indicates as opes string. - 


The rim of the Banjo should rest on the centre of 
the right thigh, and kept in that place by the right 


Exercises, 


Riegut anp Lerr Hanp FIncErIne. 





SrroxeE PLayING. 


Partly close the hand, bringing the forefinger near 
the palm, then each of the following fingers a little © 
farther from the palm, bringing the forefinger an inch 
and a half from the inside of the thumb. Notes to be 
made by the thumb will have a cross, thus: x. Notes 
to be made by the back of the nail of the forefinger, 
will have the letter N. 


EXAMPLE. 





un © 





Ei adi ely ele 
izeeeeaee neta 
a SS a 





See following cut for position of the right arm from 
the shoulder, also of the right hand in playing the 
stroke. 





Tur RuLe For FRETTING THE Banjo How to Put a Heap on a Banjo. 


witH RatseD oR LEVEL FRETS. oe 
Select a good lime cured, calf skin head, one that is 


not too thick, or too thin. It should be even in all 
parts; be sure to not get one that is made transparent 
by a preparation, as they are without tone or durability. 
Where a portion of a head is clear, (transparent) and 
a portion is white, they are the best, as there has been 
no artificial means employed to make it clear. Wet 
the head for about five minutes, until the rattling stiff- 
ness disappears, then place it over the top of the hoop, 
place on the wire hoop, then the straining hoop, upon 
which the hooks are used to stretch the same; if the 
head is too small to pull through with the fingers, use 
a small pair of plyers, and get all the wrinkles out 
around the wire hoop, before pressing the 1pper hoop 
down, then put on the screws, about four, in equal dis. 
tances around the hoop; these four hooks will hold 
third, sixth, ninth, and thirteenth frets, should be in-| the rim in its place, while you once more go around 
laid*half the width of the finger-board. the hoop of the Banjo, and see that the edge of the 
The second, fourth, fifth, seventh, eighth, twelfth, = is well drawn through, having every wrinkle 
| 


- As many Banjos vary in size, it would be useless to 
make a diagram (to insert in this book) to fret them 
all by, therefore, whatever length the handle of your 
Banjo is, the following rule will enable you to fret it 
correctly: Place the bridge on the parchment, about 
three inches from the edge of the hoop, (the edge 
where the tail piece résts,) and mark the same with a 
pencil, then divide the distance ‘from the nut (the small 
piece of wood over which the strings pass to the pegs) | 
to the bridge into. 18 equal parts, and mark the first 
fret, then divide from the first fret to the bridge into 18 
equal parts, and mark for the second fret, and so on 
until you get 16 frets. The frets should be of fancy 
wood, about an 8th or a 16th of an inch in width, inlaid 
level with the surface of the fingerboard. The first, 


and sixteenth, should be inlaid the full width of the | drawn out. Then put on the remainder of the hooks, 
finger-board, while the rest of them should taper from | and with your wrench,draw down the head, until it is 
two-thirds a little less than each other, as shown in the | within an eighth of an inch from the edge of: the 
following cut. | wooden hoop, then trim the surplus head, with the 
sharp edge of a small knife; let it rest. while trimming 
the head, on the brass hoop, taking care not to let the 
knife slip and cut any other portion but the part 
you are cutting off. Let the brass hoop remain up the 
eighth of an inch, until the head becomes thoroughly 
dry, and then tighten it a little, from time to time (every 
few days,) and by the time the brass hoop is drawn 
level with the wooden hoop, it will have become 
theroughly dry and seasoned, and will not be apt to 
stretch much more. All Banjo heads, no matter how 
tight they are, are more or less affected in damp 
weather, and at such a time they should not be med- 
dled with, as the head will resume that toughness 
and tightness, as the atmosphere changes; but in a 
case where the performer wishes to use the instru- 
‘ment specially, the head may be tightened at any time. 
The best Banjo may be spoiled, as far as the tone is 
concerned, in putting on the head, while an inferior 
Banjo may be greatly improved, when the head is 
properly put on. | 


ILLUSTRATING THE ABOVE MANNER OF FRETTING THE 
BANJO WITH LEVEL INLAID FREts. 


Sy 
hy 


‘ 







First Fret 
The Nut. 


7) 
Pe 
= = puto 





By this manner of fretting, the positions on the 
Banjo can be readily committed to memory, and greater 
facility in performing can be attained in less time, than 
where the frets extend the entire width of the finger- 
board. The latest and most modern manner of fret- 
ting the Banjo is with raised frets. They should ex- 
tend the full width of the finger-board and the positions 
should be inlaid in front of the 5th, 7th, 8th, 12th and 
18th frets. The wire for fretting the Banjo in this 

manner can be purchased in brass, or German silver. 
_ They are inserted by using a fine saw which makes | 
a cut the size of insertion part of the fret. We give REMOVING IT. 
the instruction for fretting the Banjo both ways, our Wet a sponge, or cloth, in a little soap water, and 
preference is for the raised frets, rub lightly over the part soiled, which will remove all 


How to Crean a Sottep Banjo Heap Wrraout 
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the dirt at ence, then rub it off with a moist cloth, of | 
clean water, finishing with a dry cloth. The damp- 
ness you have subjected the head to through this 
process will soon dry off, leaving the head looking as 
¢lean and good as new. 

THe Care of THE INSTRUMENT, 

The Banjo should not be kept in a hot, or damp 
room, as excessive heat would be apt to warp the 
wood work, while the head would absorb the damp- 
ness. The bridge may be left up, in its place, if the 
instrument is frequently used, otherwise, takeri down. 
The Banjo is an instrument which requires great care 
and nursing, to give, at all times, satisfaction to the 
performer and his auditors. When not in use, it should 
be kept in a green baize bag, or a box lined with the 
same; 


Tuer Proper Dimensions ror ConstRuctTING A BANJO. 


The width of the hoop should be eleven inches; the 
depth, two and five-eighths inches. The length of the 
handie, from the nut to the front edge of the hoop, 
seventeen and one-half inches. The 5th peg should 
come directly opposite the fifth fret. The handle 
should be black walnut, veneered with rosewood, or 
ebony, on the surface. The hoop may be ash, maple, 
or oak (a good, heavy rim should be selected). The 
number of hooks and brackets generally used in tight- 

ening the head, are 24; 36, however, adds to the 
appearance of the instrument, and subjects each hook 
to less strain, whereby, the threads are less liable to | 
give out, and a still better tone may be produced, as 
the tighter the head the better the tone, of a properly 
constructed Banjo. The above dimensions for the 
length of the handle, (with a 11 inch hoop) bring all 
the chords in a natural order of fingering, that is, the 
_ frets are just a proper distance from each other. Where 
the handle is longer, the fingering is more difficult, as _ 
the frets are wider apart. A bridge made of soft wood, | 
pine, or cedar, is best for tone, a hard wood bridge 
deadening the tone. 














Tse Natural Key or THE Banjo (A Mayjor,) 
EXPLAINED, 


The natural key in music is C Major, having for its 


before each indi 
gress of the scale, a piece, or an exercise. 

Why is the key of A Major, with three sharps, the 
natural key of the Banjo? Because the size of the 
string adopted is suited to the bulk and structure ot 
the instrumerit, and when tuned with a male voice, the 
strings are less liable to break than if tuned to a higher 
pitch; and the tone is more brilliant and satisfactory 
than if tuned lower. The Banjo, like all other instru- 
ments; has its favorite keys, and thosé keys most suit- 
able for beginners aré A and E Major, and $F Minor, 
and for those advanced, the following keys are often 
perfornied in: B Major, D Major, G Major, C Major, 
F Major, $C Minor, B Minor, D Minor, A Minor, 
E Minot, &c, All of tliesé keys may be performed ir, 
without tuning the Banjo any different from*the 
instructions already given. 


three sharps, thus: t placed oni thie degrees, F, C, 
and G, and are@y-H-equal to a sharp occurring 
—~vidual tone, during the pro- 


THE Scace oF A Major, In S#ertons. 


The first four notes of the scale are all:made on the 
fourth string, and are represented below the staff. 
These four notes must be committed to memory, (before 
going to the next string,) the literal name, also, at what 
fret each note is made on the finger-board, also, the 
position of the note on the staff, and the fingers of the 
left hand that stops it, must be committed at one and 
the same time, practically and theoretically. 


4th String. 
a—~3 


3d String. 
5 Fret. 
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Ast String 
a go 2 4 
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1st String. 
9 10 
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#F ¢G A 


A zero above the note indicates an open string; a 


the Banjo is the keyf@gof A Major, which has, in addi- | stopped: of two figures the upper one indicates the 


signature the G te natural key, however, for | single figure indicates the finger and fret at which it is 
tion to the G clef, ¢(and placed next to the same,) | fret, the lower one the finger. 


PART IL. ts 


A COLLECTION OF PIECES FOR THE BEGINNER. 


FIRST EXERCISE. 





Simple Waltz. 
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_ Pretty Polka. 
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Mary Polka. 
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Modulation Polka. | G. C.D. 


a ep ee tg eg =e estos ef] 
— — = - 
es - . ~~ Fine. 





Fandango. 
Tune 4th to B. 
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THE PRINCIPAL SCALES AND CHORDS. 


The Major Scale in A. 
Se. a ; i a on a 
yb the 4th 3d String. | 2d String | Ist String. | Sth String. | let § £ ~tng.9 10 
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Chords ne to the Key of A major. 
ee es oo 4th a Barre. 9th Pos. Sth Pos. 2a Pos. 7th Pos. 8th Pos. 
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| <op- 
The tones represented in the chords before which the signs for the arpeggio (the curved lines,) are placed, 
are to be played at equal intervals of time consecutively, beginning with the lowest note. The upper note 


must be taken on the count: hence all the other notes contained in the chord must be taken before the 
count. 


The Melodic Minor Scale in F#. 


The relative minor of A major, under the same saa (three sharps). 
Oo 
ae 3 
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Chords belonging to Fe Minor. 
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Chords belonging to are of H Major. 
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The Melodic Minor Scale in C¢. 
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Chords belonging 2 is Minor. 
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The Major Scale in D. 
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Chords belonging I the Key of D major. 
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The Melodic Minor Scale in B. 
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The ‘Major Scale in C. 
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Chords belonging tothe Key of C major. 
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The following Diagram gives a complete illustration of the Fincrr-soarD, and shows where. the tones, as 
expressed on the individual string and fret, are represented on the staff. 





DiacRaM. 
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Tue Barre. For those Barre Chords occurring at or above the 
When the forefinger is placed lengthwise across the | fifth fret, use the second and third finger in place of 
finger-board, stopping all the strings at one and the | the third and fourth finger, as the frets are nearer to- 
same time, it is called the Barre. We sometimes are | gether. The fourth finger is reserved for further use. 
required to stop two strings with one finger, this is also EXAMPLE, 
a Barre. Let us designate each by calling the first Barre Chord at the fifth and seventh positions. 
Barre No. 1, and the latter No. 2. - 
EXAMPLE ILLUSTRATING THE BARRES. 


Barre No. i. | Barro No. J. | Barre No.1.{ Gpen { Barre No. %. | Barre No. 2. 
F 7th pos. | Sth pos. | 92 vom i baa | ist pos. | ist pos. 










e EXAMPLE. 
Postrion or Lerr Hanp MAKING Barre No. I AT ze 
7TH POSITION. 4 
aes Se! P| 2. 2 0 
porte 3 





Exercise 1x Barre CHORDS. 
Kev or A Major. 


es eset iret Renta eer er 
Barre No, 1 { Barre Nod. Barre No. 1. Not a Barre. 
a a a | Exercise Intrropucinc Barre No. 2. 
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- aca Sa 88 HARMONICS. 

He i—ig-8-8 raeea! 2 oe 

_ siaal n lee | i rmonics are . ; 

=p ion ee is : nd The principal harmonics found at the fourth 
) ames a yaa eas au Sars ae st fifth, seventh, twelfth, twentieth and twenty-fourth. 
_-—___------~ | frets ; also at the eighteenth fret on the fifth string. 


inate iam ee eyes es | Opes. In making harmonics, use the same right hand fin- 
a 28 3s ees 3 e244] gering as illustrated in guitar style, while the fingering 
; {eee sie ek of the left hand is as follows ; ; 
ee es + ama a Press the ee Rie on the string, sufficiently 
akine the Barre No. 1 at the first, second, third | t? Prevent its vibration, as lt open. 
Pry enn ne the third and fourth finger. | Touch the strings delicately with the right hand: all 
Pt ee eee the notes on the banjo may be played harmonically ; 

i‘ Pea=7 that is, a harmonic tone may be produced at any fret; 

5S ane aa but, like the Guitar, there are just so many which sound 
the best. These are the ones which give the most clear 
and distinct tone, which have been mentioned, and will 
be made use of in this work. | | 

Cut showing the delicate manner of touching the 
| strings with the third finger of the left hand producing 
harmonics. 

i 

| 


Loo. 
Ope! 





fr} 
Ma 
> 
Zz 
yg 
te 
a 
Led 
us 
a 
we 
2 
eo 
“w 
1) 
% 
Za 
2: 
Raa 
Sere 





PART III. 
INSTRUMENTAL COMPOSITIONS 
| BY 
GEO. C. DOBSON 
AND 


CONTRIBUTORS TO THE WORK. 


Lotta Polka. GEORGE C, DOBSON. 
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Golden Clog. GEORGE C. DOBSON. 
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Gleason Polka. 
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TRIO MEDLEY. GEORGE C. DOBSON. 
Irish Jig. 7 
Tune 4th to B. 
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 GENEVEIVE MAZOURKA. 


GEO.C.DOBSON. 
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THE VENICE WALTZ. 


By Gee. ©. Babson . 
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MABEL SCHOTTISCHE. 


Geo.C,. Dobson. 
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JOES POLKA. 


Geo.C. Dobson, 
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FOR BANJO. 
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TUNE 4th. 
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POP Q@VUN GALOP. 


FOR BANJO.” 


TUNE 4 th. to B. 


GEO. G.DOBSON. 


Copyright, 1885, hy White, Smith & Co. 
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VIOLATTA WALTZ. 


FOR BANJO. 


GE0.C. DOBSON. 


TUNE Ath.to B. 
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BIRD WALTZ. 


Henry E.Le Valley . 
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BLUE DANUBE WALTZ. 


Arr.By G. C.DOBSON. 
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By Geo.C. Dobson, . 
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LITTLE DAISY SCHOTTISCHE. 


Ea: pachinig’ pieces. 
asy €eachhig pi Composed & Arranged by 


Stephen Shepard. 
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ADA POLKA. 


By E.D.Goldby. 
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Waurecan SCHOTTISCHE 


Composed by 


NRY E. Le VALLEY, 


Pupil of Geo, 
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Copyright, 12885, by White Smith & Co. 
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FAVORITE WALTZ. 
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BILLIE OLIVERS FAVORITE SCHOTTISCHE. 
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I unhesitatingly claim that the original George ©. Dobson “VICTOR” B.njos are the finest instruments of their kind manu- 
factured in the world to-day. In point of correctness of size, perfection of finish, delicacy and sweetness of tone, and reasonableness 
of price, They are Unrivalled, and are Guaranteed to be superior to any and all others. The “VICTORS” are ideal instruments, 
and are so recognized by the best players and teachers all over the country. Their perfection is the result of the study and experience 
of years devoted to the banjo as a player, teacher, and manufacturer, an experience which, in extent and thoroughness, is possessed. by. 
no other individual to-day. The instruments are constructed upon Thoroughly Scientific Principles which have been applied, developed, 
and carefully tested by me during long professional practice, and have been approved by thousands of the best players, whom I have 
from time to time instructed, in various parts of the country, All these instruments have the raised frets, which constitute one of the 
greatest improvements ever made in the banjo. The beginner and the professional alike, find the raised frets best for all kinds of 
playing. After an experience of years, using instruments with and without frets, I can emphatically declare that the banjo with raised 
frets, is the only Perfect Instrument. The “VICTOR” Banjos are made in styles designated | 


The “Victor” Gem, Specialty, Ruby, Professional, Concert, Superior, ete., 


The werd “VICTOR”, patented March 4, 1884, being the special trade mark which distinguishes instruments of my manufacture. 
The “VICTOR” Banjos are easily recognizable, all of them being stamped on that portion of the handle which passes through the hoop, as 
follows; | | | 


Sev ieS ners awe VICTOR” SUPERIOR 
‘EACH AND EVERY INSTRUMENT WARRANTED. 


290 SHAWMUT AVENUE, . 
Boston, Mass, 


@EXD FOR-CIRCULARS. 





Published and Kor Sale by 


WHITE, SMITH & 0:5 


NDARD Boo zs 


PRINTED FROM STONE. - BEA UTIFUL EDITI ONS. 2 7: 


BOSTON. =. | NEW YORK. | | ‘CHICAGO. : 





“Whose’s Clarinet MSNA Coie ot ised bi nbtlcie Ghats iON Cs) OS 


240 pages sheet music size. The only complete edition-published in this Country. ‘Diagrams complete, . 
_ Blese’s Clarinet Method. Abridged. 128 pages..... eer re ee eee Wcadiaaet aaherne CS 
: Be Berict’s ‘Violin Schoo]. Part I. Paper......... ‘RMastasseantanecsac demas anand eapediaa beeen elas 


Beards........ eee won st eegee So aeeunee Pee ear bbneeeeserenetaeees 
. Irench and English text. pie - vo 4% 


i ‘Paneia's Violin Mothod. Vol. I: ae eoas we leek Winee eee iclaceiieale tacoma: a wade 


i i ee Monking's School for the Violin. Specially Wevited.. “Part Uses ssccdcharineess pesveepevewsaaavaeess 


| Complete, Pima hae mue nets oat ear oees feeb Werencareteeuenee eoaeeas i. 
é Maszas’ Complete Violix ‘Method, with Pleyel’s Celebrated Duetts. Boards... ever 


‘_ ch ‘Wieht!’s Young Violinist. Comprehensive and thorough...... panies eee cote Rp besuaian 2 aig tel 
‘Louis Sehubert’s Violin School. Vol. ee te piven ere 


Adopted by all the leading teachers of the violin. ae ee a aes ea 
Dancla’s Six Petits Airs Varie. (Violin.) Op. 89............0....c6sbeeteeeenseee bree ter eres 
ry Variations of moderate difficulty on different themes. ee ee ek 
Bix Duos.. (Two Violins.) Pleyel. Op. 48. Moderate difficulty. . Leer er er ee 
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New aad improved. 182 full size pages. 
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Trios. (Maadolia, Guitar and Piame.) Arr. by Geo. Barker....... ba seeer Ria iesau once uae aows 
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